The quest for a higher self is the recurring motif of the three reformative eras of Western tragedy. This recurring theme is obviously manifest in Renaissance Elizabethan tragedy, European nineteenth-century drama, and the Absurd Theater. Throughout these major dramatic periods, the idea of the quest reveals itself in three different manifestations_ action, imagination and inaction.
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Based on Nietzsche's notion of Dionysian tragic hero whose suffering leads to a greater self, the three major dramatic periods of Western tragedy reflects a progressive directionality that Nietzsche refers to in terms of a "progressus,"
"task" or "goal" in the way of the quest for a "sovereign individual," (GM 2).
In The Birth of Tragedy, Nietzsche sees in ancient Greek tragedy the collision of two opposed principles which he calls Dionysius and Apollo. More than Apollo, the thrust of his writing is the celebration of Dionysius who is a creator destroyer giving life through destruction (21). His account of tragedy reintroduces the elements of pain and suffering as he argues that such a selfdestruction attacks the phenomenal self and uplifts the individual's identity. For Nietzsche, tragic pain and self-dissolution is the pathway to rebirth and a means of attaining a greater being. According to him, true tragedy dramatizes the celebration of creative dissolution. In his account, tragedy is a self creating agency through offering the Dionysian element of self-annihilation which allows the tragic hero to rise beyond the phenomenal self. Being an example to every individual, tragic hero is thus transcended into a higher being through entering into the state of ecstatic self-loss.
Nietzsche aspires to reach a higher creator self or an oversoul which is beyond the narrow circle of the ego or the superficial self. Such an aspiration assumes his anti narcissistic belief which reinterprets God within himself and acknowledges a higher self. Relating to this notion which in different traditions goes by terms like 'oversoul' or 'perfect self', Nietzsche refers to the original tragic hero, Dionysius, who communicates the spirit of losing the individuality and becomes a great being. Within this context, Dionysius is associated with the ecstasy of self-loss through which individuals enter into the primordial unity or eternal existence and thus attain a higher self. Therefore, based on Nietzsche's idea, individuals are redeemed through immersion into the Dionysian eternal essence which rests on an underlying substratum of suffering.
To counterbalance the effects of such a suffering, Dionysian madness and self-forgetfulness take the individuals to the world beyond the phenomenal world where the self is transcended in the epiphanic moment of self-recognition and joins primal unity, infinity and the divine. In Twilight of the Idols, Nietzsche refers to "tragic", "Dionysian" and "noble" morality as the affirmative agents of selfexploration which emanate from "the eternal joy [lust] of becoming". He asserts that:
Affirmation of life even in its strangest and sternest problems, the will to life rejoicing in its own inexhaustibility through the sacrifice of its highest types-that is what I called Dionysian, that is what I recognised as the bridge to the psychology of the tragic poet…, to realize in oneself the eternal joy of becomingthat joy [lust] which also encompasses joy in destruction, the birth of tragedy was my first revaluation of all values. (TI 8) Within this context, Nietzsche explains the spirit of Dionysus whose epithet is Lysios and conveys ranges of paradoxical meanings as "liberate", "destroy", "redeem", "save", and "heal" (KGW 16) . The constructive destruction of Nietzsche's ecstatic process of self-transcendence thus reveals the seemingly destructive Dionysian effects of self-forgetfulness and madness which are manifest in the elements of tragedy and the suffering of tragic heroes. Nietzsche's uplifting Dionysian spirit then plays an important role in forming a complete affirmative orientation towards self-transcendence.
Based on Nietzsche's notion of tragic self-exploration through Dionysian self-forgetfulness, the degree to which Western tragic characters approximate self-transcendence reveals that the developmental process of Western tragedy is regressively progressive.The process demonstrates that throughout the history of Western tragedy, the more tragic characters submit to Dionysian spirit, the more they are able to approximate a higher self. On the other hand, the more rigidly they are resistant to Dionysian spirit, the more dangerously they are liable to violent rupture. It is in this context that the rational active approach of Renaissance tragic quest is dramatically doomed to failure while the imaginative, Dionysian way of the quest in European nineteenth-century dramas reveals no catastrophic fall. Surprisingly, the inactive quest of the Absurd dramatic characters leads to the characters' spiritual rest which connotes approximating to the longed for higher self.
The active, pragmatic attempts of Renaissance Elizabethan tragic characters demonstrate a specific directionality to re-create a higher self. The preoccupation of these characters with the idea of active struggle in the way of the quest for an exalted self is highly manifest in tragedies of Marlowe and Shakespeare as masterpieces of that specific dramatic era. Tamburelaine remarkably equals action to supremacy and grandeur. He thus asserts that: "My deeds prove that I am the lord but by my parentage a shepherd" (I. ii.). It is even noted that his destructive notion of killing people is a way of making Tamburelaine reach the wished-for elegant self: "Wherein, as in a mirror, may be seen / His honor, that consists in shedding blood" (I. v.) . Similarly, In Shakespeare's Coriolanus, the hero asserts that his courageous military achievements make his identity: What Stull mentions about the Adlerian system of strife and the quasireligious quest for perfection in Marlowian characters significantly interprets the motif that is also the underlying theme of Shakespeare's tragedies as the major representative of the whole Renaissance tragedies. Stull asserts that "the prime mover in Adlerian system is humankind's quasi-religious quest for perfection, understood as self-completeness and fulfilment" (445).The idea describes that even the most destructive and ambitious pragmatism of Marlowe's and Shakespeare's tragic characters emanates from their aspiration for selfperfection. In other words, transgression of all the boundaries of power, knowledge and wealth is the reflection of the desire to reach the absolute whole.
It is in this context that Tamburelaine and Faustus explicitly ascribe the image of God to themselves. Tamburelaine states: "Thou supposest that I am a man, but thou art deceived, for I am no other than the ire of God" (II.IV). Faustus also maintains, "Here tire my brains to gain a deity!"(I.i.63) In a parallel way, although Shakespeare's tragic characters do not explicitly mention such an aspiration, the fact that no worldly achievement gratifies them remarkably reveals the desire to reach an un unworldly perfection. In my point of view, the concept of 'destructive construction' remarkably defines the devastating attachment to outward means of power, wealth, and magic through which Renaissance tragic characters try to manifest the highest potential of their selves. Relating to this idea, Faustus' dismissal of divinity and his inclination towards magic is his choice to feed the desire of transcendence: "Why, Faustus hath thou not attained that end? / Highest reaches of humaine wit" (I.i.18).
Greenblatt recognizes the same directionality in Shakespeare's tragedies towards self-making. He argues, "Shakespeare remains the fashioner of narrative selves, having the capacity to foster psychic mobility in the service of power" (254). Macbeth, for instance, considers that being more than a man prerequisites action:
When you durst do it, then you were a man. Be so and, to be more than what you were, You would much more than the man. (I. vii. 49-51) Generally, the overall pattern of the quest for the higher self in Renaissance tragedies of Marlowe and Shakespeare is demonstrated in a pragmatic rational materialism which is completely outward and worldly designed to actualize the self of the characters. Ironically, such an active, pragmatic means of the quest in these tragedies leads the tragic characters to a catastrophic downfall as they are trapped with the pragmatism of the means which acts as a vicious cycle of incessant desires that block the way of selfrealization. The unending desires towards satisfaction of the 'suprapersonal' lead the characters to new cravings which make them shallow and finally fail to recognize the supreme self. In Nietzsche's explanation of how one becomes what one is, severe pragmatic approaches are translated as "great imperatives" of the surface consciousness of which the quester should beware of. He adds that: "Beware even of every great word, every great posture, sheer danger! that the instinct comes to understand itself" too soon-meanwhile the organizing idea with a calling to rule grows deep down -it beings to command" (EH 9). Stull ascribes Orchard, and Uncle Vanya _ as "the evocation of a visionary realm in which the longing of the self may be satisfied in all four of the plays" (37). The role of the imaginative world in restoring the wished-for higher self is reminiscent of Jacque Lacan's theory of "the mirror stage" in the formation of the identity where the characters construct a sense of wholeness and totality that replaces fragmentation through objects, scenes and the images they fantasize in the dreams. Lacan believes that the image of wholeness is perceived as being placed outside the subject. Lacan's theory implies that the image of the self is constructed based on the external source and the discourse of the other.
Referring to Lacan's theory, Schleifer explains that the objects reflect the desire for the individuals, but the dissolution of the self to the scenes, images and objects acts as the discovery of the ultimate salvation. He adds that according to Lacan, objects, imageries, visionary scenes and even dialogues equal continuity, and the impersonality of salvation. After meditating on these, the individual self is thus transformed (887). In a similar process, as Schleifer argues Chekhov's characters create the space of desire by dialogues and subjects through which they achieve ultimate freedom (888). It is possible to expand Schleifer's idea about Chekhov's use of dialogue in creating the space of desire for the characters. Checkov's characters dissolve their phenomenal self to the objects of the world of fantasy and visual spaces to construct the wished-for identity and discover the ultimate salvation of the self. The idea can be obviously seen in Nina's identification with a seagull or Solovyov's mystical dissolution to the lake in The Seagull. Such an idealizing transference is reminiscent of Dionysian self-forgetfulness and Apollonian healing power of the dream.
Modern dramatic characters then demonstrate an imaginative journey for Followed by the relative success of the European nineteenth-century dramatic characters in their inward imaginative way of the quest, the Absurd characters try to negate themselves through complete detachment and inaction in order to be safe from the destructive alluring of the outside world which shatters the manifestation of the higher self. They try to approximate the point of zero in order to start a new beginning. The point of Zero is an absolute, inexhaustible, fascinating poverty that is the only wealth for the Absurd characters where they return into proximity to the essence of being. Based on Nietzsche's idea of Dionysian self-dissolution, the detaching, reductive attempts of the Absurd characters can be interpreted as the atrophying vocation which makes them able to approximate the innermost heart of things that is for them the essential being.
What Vladimir advises Estragon can be considered as the symbolic motto of discarding the outward world and reducing to the very essence: "Boots must be taken off every day. I'm tired telling you that. Why don't you listen to me?" (371) The characters of the Absurd Theater successfully manifest the approximation to a higher self recognition through perfect self-renunciation. The focus changes from discarding the material world to self-renunciation where the blocking element appears to be the body itself: "There's man all over for you, blaming on his boots the faults of his feet" (372). The diminishing means of the quest reveals itself in the clown-like features and the abbreviated names of the tramps in
Waiting for Godot.
The concept of waiting is itself a reductive means. Ghosh indicates that the act of waiting " can have as consequence a consummation that provides a clear understanding of the self and its relation to the situation-a state of being-free from the morbid transition of matter"(308). That is why after the consummative act of waiting, a new birth appears as Vladimir announces that the tree is sprouting immediately after his delightful explanation about waiting: Wait …we embraced…we were happy…happy…what do we do now that we're happy…go on waiting…waiting…let me think…it's coming…go on waiting…now that we're happy…let me see…ah! The tree! ( In Happy Days Winnie also sees the ultimate happiness in destruction of physicality: "and if for some strange reason no further pains are possible, why then just close the eyes-(she does so) and wait for the day to come-the happy day to come when flesh melts at so many hundred hours"(15). Berensmeyer's review of mystic tradition links mystic view of disregarding physicality to Beckett's denigrating references to physical organs as signs of mystic illumination:
Perhaps, the denigrating references in Beckett to the "eye of flesh", even "this filthy eye of flesh", eyes that are safer closed, like those of protagonists in Filmbecause then they can open themselves to an inner light, an "illumination" that would abolish all "trace" of exterior "always the same place" to self-assertion.
Beckett's characters finally demonstrate a state of spiritual rest which foreshadows Nietzsche's attainment of the primal unity and reminds mystic manifestation of the ultimate whole that is as Cornwell describes the transference from "the first zone to the third zone" in a releasing process of "progression-or regression" from the external reality (44). In Happy Days, Winnie implicitly refers to her spiritual bliss at the end of her self-abolishing attempts:
Though I say not What I may not Let you hear Yet the swaying Dance is saying (16) Parallel to the mystic idea of 'annihilation and rebirth' and Nietzsche's idea of primal state, Beckett's characters attempt to reverse the process of birth and speed their return to the state of pre-conscious non-being which indicates the spiritual satisfaction of the self. Having been transferred, the heroes enter to a peaceful state which is the "lost Eden" as Cornwell exhibits. This lost Eden then is the genuine being that Beckett's characters have lost. In line with Nietzsche's idea of suffering and rebirth which is also reminiscent of the mystic idea of selfmortification and rebirth, Robinson also asserts that in Beckett's world, the lost paradise is the hidden reality of the self they have lost at birth. He states:
They [the characters] connected suffering to the paradise that had been lost at birth and sought to suffer more for in those moments when the mortal microcosm is open to the suffering of being it is most deeply aware of its existence and perhaps closer to the hidden reality of the self. (290) The paradoxical notion of self-confinement and self-realization also appears in Pinter's dramas. In The Room Rose unravels the secret of her room in its capability to make her know herself: "You know where you are … you have got the chance in a place like this" (25). She implies that self-recognition happens while she is detached from the outside world. Similar to Rose's idea, in A Slight Ache Edward indicates: "Sometimes, of course, I would take shelter, shelter to compose myself" (13). Self-composition is then possible through utterly selfconfinement by Pinter's characters. The characters' narcissistic attempt in delving deeply at themselves is searching for identity in Pinter's characters.
Closely related to self-confining attempts, Almond refers to the paradoxical idea of emptiness and fullness in Pinter's The Birthday Party:
The Eckhartian soul we will recall is 'empty of self and freed from the knowledge of objects, emptied to prepare a space for the birth of the word in the ground of the soul. The birthday party is the story of such birththe story of the 'emptying of a human being. (184) Within this context, at the end of this play, the hero is promised to find relief which follows his self-annihilation: "Someone is coming in a van today to cart you away_ to cart you away! When the knock on the door finally comes, you will not run but will welcome it with relief" (86 In a similar vein, in the final scene of The Caretaker, there is a long pause 
